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Notes	
																																																								
1	For	more	information,	see	http://translatingimprovisation.com/about.	
2	“Production”	because	individuality	is	here	regarded	as	processual	rather	than	
fixed,	indeed	the	conception	of	individuation	as	process	is	essential	in	affording	
empathy,	which	thrives	in	contingent,	dynamical	situations.	
3	See	below	for	a	discussion	of	appropriative	and	non‐appropriative	othering	in	
the	context	of	erotic	behavior.		
4	One	might	say	that	the	repetitions	and	redundancies	of	some	Irish	traditional	
music	afford	its	co‐inhabiting	of	a	bar	with	other	social	sounds,	the	detailed	
familial	relations	within	a	string	quartet	demand	a	“chamber”	environment	for	
their	most	successful	apprehension,	and	the	elaborate	virtuosic	pianism	of	Liszt	
or	the	extraordinary	non‐vernacular	technique	of	the	operatic	voice	are	about	
attempting	to	overcome	the	distance	between	performer	and	audience.	
5	I’m	currently	embarking	on	a	study	of	the	precise	manner	in	which	improvising	
musicians	set	up	their	own	physical	environments,	taking	into	account	the	
manner	in	which	“priority	systems”	are	built	into	complex	assemblages	of	
components	through	“handedness”,	adjacency,	and	distributed	forms	of	
autonomy	and	interaction.	
6	Collective	musicking	might	be	regarded	as	a	crucible	for	the	development	and	
management	of	multiple	attentiveness.	In	an	improvised,	unforeseeable	context	
any	channel	of	information,	any	state‐change	might	be	the	“difference	which	
makes	a	difference”	(Bateson	315)	
7	Indeed	musicking	is	regarded	as	co‐extensive	with	other	forms	of	human	
activity	in	which	adaptivity	and	improvisation	are	foregrounded.	
8	And	even	scientific	knowledge	is	best	regarded	as	processual	and	performative	
‐	it’s	just	that	its	time‐scales	are	rather	longer	than	those	of	e.g.	musicking.	In	this	
respect	scientific	knowledge	might	be	regarded	as	analogous	with	our	
interactions	with	the	physical	material	world	‐	which	feel	cumulative	and	
“permanent”	‐	but	the	qualities	we	attribute	to	the	material	world	‐	and	against	
which	we	verify	experience	‐	are	better	regarded	as	“histories”	rather	than	
																																																																																																																																																														
attributes	of	those	materials.	These	are	the	histories	which	construct	mind,	both	
individual	and	social.	
9	And	such	imitative	“co‐feeling”	is	not	inevitably	good,	whether	at	the	level	of	
empathic	mimesis,	or	in	calls	for	the	social	good,	as	both	individuals	and	groups	
can	“manufacture”	consensus.	Acknowledging	the	difference	of	the	other	may	be	
more	productive	(though	more	difficult)	than	superficial	attempts	to	“imagine	
another’s	experience”	which	constitute	some	flavours	of	empathy.	
10	The	word	empathy	does	not	appear	to	have	a	Greek	origin,	growing	rather	
from	the	German	romantic	concept	of	Einfühlung	‐	a	term	from	aesthetics	
describing	the	spectator’s	relation	to	the	art	object.	Perhaps	some	of	this	sense	of	
“reading	out”	of	an	object,	given	a	more	relational	and	dynamic	twist,	indeed	
getting	beyond	the	object	being	an	object,	and	regarding	it	as	a	network	of	both	
potential	and	past	relations	‐	“a	lateral	set	of	associations”	(Bowers	in	
conversation	with	the	author)	might	revitalize	this	earlier	sense	of	empathy	
encompassing	human/non‐human	relationships.	A	continuity	with	the	earlier	
sense	of	the	term	is	retained	too	in	the	capacity	to	somehow	read	out	a	trace	of	
the	producer	of	an	object.	
11	It	is,	in	this	regard,	congruent	with	the	idea	of	“the	gift”	expounded	most	
beautifully	by	Robert	Macfarlane	(2016).	
12	This	might	be	in	the	mode	of	Caillois’	vertigo,	or	in	performing	a	task	with	
“appropriate”	attention	such	that	it	occurs	with	“grace”	(without	excess).	A	banal	
example	of	the	latter	might	be	that	one	can	often	more	successfully	throw	a	ball	
of	paper	into	a	waste	bin	when	conversing	or	otherwise	“distracted”,	than	by	
concentrating	on	the	task.		
13	In	conversation	with	the	author	(April	2016).	
14	Such	behaviours	mimic	the	“bifurcations”	which	occur	in	interaction	with	
some	physical	devices,	John	Coltrane’s	fascination	with	“unstable”	fingerings	on	
the	saxophone	being	a	case	in	point.	
15	Note	that	this	is	in	stark	contrast	to	the	“research”	ethos	prevalent	in	current	
UK	higher	education,	which	is	instrumentalised,	goal‐oriented	and	in	which	
“outcomes”	are	over‐determined	by	“methodologies”.	
16	Notably	that	(as	yet	unpublished)	of	my	current	PhD	supervisees	Juan	Manuel	
Loaiza	Restrepo	and	Tristan	Clutterbuck.	
